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Ezra Pound, Henri Gaudier-Brzeska and philology 
Michael Kindellan 
 
[This essay argues that Henri Gaudier-%U]HVND¶VXQFRQYHQWLRQDODSSURDFKWRWKH
&KLQHVHODQJXDJHDQGWRWKHKLVWRU\RIVFXOSWXUHERWKVKDSHGDQGVXSSRUWHG3RXQG¶V
anti-philological tendencieVLQWKHVLWVXJJHVWV*DXGLHU¶VH[DPSOHUHVRQDWHG
WKURXJKRXW3RXQG¶VFDUHHUPRVWGLVFHUQLEO\DIWHUDORQJLQWHUYDOLQLGLRV\QFUDWLF
interpretations of sinographs incorporated into the late Cantos, his most ethically-
oriented work. It concludes by questioning the contradiction between the creative 
HW\PRORJLVLQJRIIRUHLJQZRUGVDQG3RXQG¶VOLIH-long insistence that linguistic 
accuracy safeguards the ethical norms of a just society.]  
 
Towards the end of 1913, the poet, independent scholar, translator and aspiring art 
FULWLF(]UD3RXQGDFTXLUHGIURP(UQHVW)HQROORVD¶VQHZO\-widowed wife Mary the 
ODWHDUWKLVWRULDQDQG(QJOLVKSURIHVVRU¶VXQSXEOLVKHGVFKRODUO\SDSHUV7KHVHQRWHV
FRQVLVWHGODUJHO\DIWHU3RXQG¶VHGLWRULDOLQWHUYHQWLRQVRIWZRERRNVNoh, or 
Accomplishment: a Study of the Classical Stage of Japan (1916) and The Chinese 
Written Character as a Medium for Poetry (1919). Though trained in art history, 
)HQROORVD¶VSURIHVVLRQDOVXFFHVVRZHVDWOHDVWDVPXFKWRDPDWHXUHQWKXVLDVPDVWR
professional expertise. In particular his comments on the pictographic origins of 
Chinese writing betray a definite philological naïveté,
1
 one that bares the conspicuous 
KDOOPDUNVRIDGHHSDIIHFWLRQIRU(PHUVRQ¶VHVVD\V²especially the notion that 
µODQJXDJHLVIRVVLOSRHWU\¶DVHVSRXVHGLQµ7KH3RHW¶2²as well as a maverick 
                                                          
1
 Most famously George A. Kennedy called tKHHVVD\DµPDVVRIFRQIXVLRQ¶LQµ)HQROORVD3RXQGDQG
WKH&KLQHVH&KDUDFWHU¶Yale Literary Magazine 126.5 (Dec. 1958): 24-36. 25. See also: James J. Y. 
Liu, The Art of Chinese Poetry (Chicago: U of Chicago P, 1962) 5-16; Hugh Kenner, The Pound Era 
(BerkHOH\8&3+ZD<RO-XQJµ0LVUHDGLQJWKH,GHRJUDP¶Paideuma 13.2 (fall 1984): 
210-27; Reed Way Dasenbrock, The Literary Vorticism of Ezra Pound and Wyndham Lewis: Towards 
the Condition of Painting (Baltimore: Johns Hopkins University Press, 1985) 109; and Victor Li, 
µ3KLORORJ\DQG3RZHU(]UD3RXQGDQGWKH5HJXODWLRQRI/DQJXDJH¶boundary 2 15.1/2 (Autumn 
1986-Winter 1987): 187-)RUUHFHQWUHDSSUDLVDOVRIFRPPRQFHQVXUHVRI)HQROORVD¶VLGHDV
WKDWVKLIWEODPHRQWR3RXQG¶VHGLWRULDOZRUNVHH+DXQ6DXVV\µ)HQROORVD&RPSRXQGHG$
'LVFULPLQDWLRQ¶LQThe Chinese Written Character as a Medium for Poetry: A Critical Edition, ed. 
Haun Saussy, Jonathan Stalling and Lucas Klein (New York: Fordham UP, 2008) 1-40; and Jonathan 
Stalling, The Poetics of Emptiness: Transformations of Asian Thought in American Poetry (New York: 
Fordham UP, 2010) 33-58. 
2
 5DOSK:DOGR(PHUVRQµ7KH3RHW¶>@Nature and Selected Essays, ed. Larzer Ziff (New York: 
Penguin Books, 2003) 259-84. 271. 
 2 
scholarly sensibility that led him to refuse to believe arguments that apparently could 
be contradicted by evidence he thought he saw before his very eyes. A passage such 
as the one following, insLVWLQJXSRQWKHLGHDWKDWLQ&KLQHVHVFULSWµHW\PRORJ\LV
FRQVWDQWO\YLVLEOH¶3 W\SLILHV)HQROORVD¶VH[FHSWLRQDODSSURDFK 
 
It is true that the pictorial clue of many Chinese ideographs can not 
now be traced, and even Chinese lexicographers admit that 
combinations frequently contribute only a phonetic value. But I find it 
incredible that any such minute subdivision of the idea could ever have 
existed alone as abstract sound without the concrete character (30).
4
 
 
To this passage, in his function as editor, Pound appended a rare footnote. He wrote: 
 
He [Gaudier-Brzeska] was able to read Chinese radicals and many 
compound signs almost at pleasure. He was used to considering all life 
and nature in terms of planes and of bounding lines. Nevertheless he 
had spent only a fortnight in the museum studying the Chinese 
characters. He was amazed at the stupidity of lexicographers who 
could not, for all their learning discern the pictorial values which were 
to him perfectly obvious and apparent (30-1).
5
 
 
                                                          
3
 Ernest Fenollosa, The Chinese Written Character as a Medium for Poetry [1919], ed. Ezra Pound 
(San Francisco: City Lights Books, 1983) 25. 
4
 This quotation bears comparison with Ferdinand de Saussure, with whom Fenollosa seems to disagree 
LQDGYDQFHµ$OLQJXLVWLFVLJQLVQot a link between a thing and name, but between a concept and a 
VRXQGSDWWHUQ¶LQCourse in General Linguistics [1916], ed. Charles Ball et alia, Trans. Roy Harris 
(Chicago: Open Court, 2004) 66. 
5
 For an earlier, slightly different account, see: Ezra Pound, Gaudier-Brzeska: A Memoir [1916; rev. ed. 
1970] (New York: New Directions, 1974) 46. 
 3 
3RXQG¶VPHHWLQJZith Henri Gaudier-Brzeska in July 1913 at the Allied Artists 
exhibit held in the Royal Albert Hall coincides roughly with his receipt of the 
Fenollosa papers in October of the same year²DOVRGXULQJ3RXQG¶VIULHQGWKH
poet, dramatist and art historian Lawrence Binyon, took up a directorship of the 
newly-established Department of Oriental Prints and Drawings at the British 
0XVHXP7KRXJKWKHIDFWVRIWKHVHDWOHDVWIURPWKHVWDQGSRLQWRI3RXQG¶VFDUHHU
quite propitious circumstances are well-documented, it must be stressed that Mary 
)HQROORVDGHFLGHGWRJLYH3RXQGKHUKXVEDQG¶VPDQXVFULSWVbecause he was not a 
professional academic. Pound tacitly acknowledges this fact by remarking in a brief 
foreword to The Chinese Written Character WKDWµZHKDYHKHUH not a bare philological 
GLVFXVVLRQEXWDVWXG\RIWKHIXQGDPHQWDOVRIDOODHVWKHWLFV¶6 
,WPXVWEHVDLGWKDW3RXQG¶VDQWL-philological attitude definitely pre-dates his 
EULHIDFTXDLQWDQFHZLWKWKH\RXQJ)UHQFKVFXOSWRUPDNLQJ*DXGLHU¶VLQIOXHQFHRYHr 
Pound not so much foundational as elucidative, clarifying and bringing into focus 
artistic ideas about the inherent value of intuitive appraisals of the past he had already 
begun to formulate.
7
 Just as importantly, by 1913 Pound had not yet developed the 
mature quick-sampling, wide-ranging and patently anti-philological style of ABC of 
Reading (1934), though the foundations thereof had been laid in a 1910 lecture series 
GHOLYHUHGWR/RQGRQ¶V5HJHQW6WUHHW3RO\WHFKQLFDQGVXEVHTXHQWO\SXEOLVKHGDVD
collection of essays entitled The Spirit of Romance. Indeed, as with his preface to The 
Chinese Written Character, Pound begins his preface to The Spirit of Romance by 
                                                          
6
 To the extent that Fenollosa disbelieved in a separation of abstract idea from concrete representation, 
his work might rightfully aspire to a proscriptive poetics rather than descriptive philology, as Pound 
XQGHUVWRRG)RUDWDFLWGHIHQFHRIWKLVDVSLUDWLRQ¶VDFWXDOLW\FRXFKHGDVDQH[SOLFLWFKDOOHQJHWR
Saussure, see: J. H. Prynne, Stars, Tigers and the Shape of Words (London: Birkbeck College, 1993). 
7
 3RXQG¶VILUVWpublished anti-philological statements happen to be amongst his first publications full-
stop. See for instance: µ5DSKDHOLWH/DWLQ¶Book News Monthly (September 1906): 31-34 in Ezra 
3RXQG¶V3RHWU\DQG3URVH, Vol. 1 (London: Garland, 1991) 5-DQGµ0$QWRnius Flaminius and John 
.HDWVD.LQVKLSLQ*HQLXV¶Book News Monthly (February 1908): 445-7.  
 4 
VD\LQJµWKLVERRNLVQRWDSKLORORJLFDOZRUN¶8 These lectures are philological in a 
weak sense that they attentively concentrate on medieval texts, but un-philological in 
a strong sense (as might be strictly defined by someone like Hans Ulrich Gumbrecht)
9
 
since they eschew laborious textual examinations thereof, preferring to show rather 
than to tell; instead of belabouring his audience with questions of provenance, 
SUREOHPVRIVHPDQWLFVDQGWKHµSUHVHQWDWLRQRIRSLQLRQ¶3RXQGSURFHHGVDFFRUGLQJWR
DPHWKRGRIµVHOHFWHGTXRWDWLRQ¶FRQVWUXFWLQJKLVOHFWXUHVRXWRIWLVVXHVRIFLWDWLRQV
µLQVSLUHGEy the Arnoldian conviction than the touchstone line can distil the vital spirit 
RIDQ\JLYHQDXWKRURUZRUN¶10 What Pound had not worked out prior to either 
UHFHLYLQJ)HQROORVD¶VQRWHVIRUThe Chinese Written Character RUWRVHHLQJ*DXGLHU¶V
sculpture, reading his manifestoes and conversing with him about aesthetics, was how 
to be anti-philological in a poem, especially in an epic poem like The Cantos that 
proposed to appropriate so much classical literature.
11
 
 
* 
 
In a well-NQRZQSDVVDJHIURPµ&DQWR;9,¶925), Pound laments the early death of 
his fellow Vorticist Gaudier, with such brevity that it registers formally the shock of 
WKDWORVVDVZHOODVDUHFRJQLWLRQRIWKHDODFULW\ZLWKZKLFK*DXGLHU¶VSURPLVLQJEXW
                                                          
8
 Ezra Pound, The Spirit of Romance [1910] (New York: New Directions, 2005) 5.  
9
 In The Powers of Philology: Dynamics of Textual Scholarship (Urbana: University of Illinois, 2003), 
Gumbrecht limits the meaning of philology to the following five scholarly pursuits: (1) identifying 
fragments; (2) editing texts; (3) writing commentaries; (4) historicising things; and (5) teaching. 
Though Pound himself never really defined the word²an inherent denotational ambiguity proved 
useful as a kind of catch-all polemical cudgel²,WDNH*XPEUHFKW¶VFRQVWHOODWLRQRIDFWLYLWLHVDV
indicative of what Pound meant by it. 
10
 5LFKDUG6LHEXUWKµ,QWURGXFWLRQ¶The Spirit of Romance (New York: New Directions, 2005) x. 
11
 ,ERUURZWKLVVXFFLQFWGHVFULSWLRQRI3RXQG¶VµSKLORORJLFDOSRHWLFV¶IURP.HVWRQ6XWKHUODQGJ. H. 
Prynne and Philology (Cambridge University: Unpublished D.Phil dissertation, 2004) 13. 
 5 
nascent career was dispatched. Gaudier was killed at Neuville-Saint-Vaast on 5 June 
1915. The passage in question reads:
12
 
 
And Henri Gaudier went to it, 
and they killed him, 
And killed a good deal of sculpture 
 
But not many readers will know (for obvious reasons) that an early, discarded draft of 
µ&DQWR,9¶ZULWWHQDWVRPHWLPHWRZDUGVWKHHQGRIWDNHV*DXGLHU¶VH[WDQW
VFXOSWXUHDVZHOODVKLV9RUWLFLVWZULWLQJVDVSRLQWLQJWRZDUGVQHZSRVVLELOLWLHVIRUµD
V\QWKHWLFDUW¶WKDWZRXOGSURYLGHDµPRGHOIRU3RXQG¶VRZQYHUVH¶13 The text of this 
draft reads as follows (here I include cancelled text, struck through):  
 
take ^or^ our historical method :     vortices   . 
££££££££££££££  
Sculpture sprang up , ^or^ the best man killed in ^F^rance 
£££££££££ 
Struck by a prussian bullet ,at St Vaast  , 
with just enough cut stone  , left here behind him 
To show a new way to the kindred arts  , 
And one man left  ,,  DQGAVD\AZHKDYH%U]HVND¶VYRUWH[ 
Laying a method  ,  quite outside his art  , 
bent to a word  .  ^Gaston^ Paris ,  and Reinach had done 
good work  ,  in school book manuals  ,  
                                                          
12
 (]UD3RXQGµ&DQWR;9,¶>@The Cantos (New York: New Directions, 1975) 71. 
13
 Vincent Sherry, Ezra Pound, Wyndham Lewis and Radical Modernism (New York: OUP, 1993) 68. 
 6 
given us France  ,  or Rome  ,  philology , 
and this young boy hits on the clearer method  . 
Vortex   ,  dispersal ^times^ the whole history ^turn on honour^ 
A maze of images   ,  and a full volley of  questions 
What is our life  ,  what is our knowing of it 
 
Say that ^the^ prose is life  ,  scooped out of time 
A bristling node  ,  a vortex£   . And i I am all too plain 
Too full of foot notes  ,   too careful to tell you how 
       and why my meaning   .
14
 
 
This passage arJXHVH[SOLFLWO\WKDW*DXGLHU¶VH[DPSOH²practical and theoretical²
SUHVHQWVDQDOWHUQDWLYHPHDQVWRDQGDµFOHDUHUPHWKRG¶WKDQFRPSDUDWLYH
philological methods exemplified by nineteenth-century French scholars Gaston Paris 
and Salomon Reinach.
15
 *DXGLHU¶V example, Pound asserts furthermore, surpasses 
                                                          
14
 $PRQJVWWKHVHµQRWPDQ\UHDGHUV¶,P\VHOIZDVLQFOXGHGEHIRUHUHDGLQJ5HEHFFD%HDVOH\¶VH[FHOOHQW
Ezra Pound and the Visual Culture of Modernism (Cambridge: CUP, 2010), which transcribes a 
slightly differently edited version of this passage (here I try to give as literal a version as possible of the 
document that exists in the Ezra Pound Papers, Yale Collection of American Literature, Beinecke Rare 
%RRNVDQG0DQXVFULSW/LEUDU\<&$/066%R[)ROGHU%HDVOH\¶VWUHDWPHQWRIWKLVWH[W
is the most extensive, but see also: Christine Froula, To Write Paradise: Style and Error in Ezra 
3RXQG¶V&DQWRV (New Haven: Yale UP, 1984) 74-5; and Mary Ellis Gibson, Epic Reinvented: Ezra 
Pound and the Victorians (Ithaca: Cornel UP, 1995) 90-1. 
15
 Gaston Paris (1839-1903) was a scholar and editor of medieval French and Romance literatures 
trained in German methods of exact research, so saith Wikipedia. Salomon Reinach (1858-1932) was a 
French archaeologist and art historian specialising in ancient Greece. His Manuel de philologie 
classique (1880-1883) and Grammaire latine (1886) were monumental contributions to philological 
study in WKHZHVW*DXGLHU¶VPHWKRGLVSUHIHUUHGWRWKHLUVWKRXJKWKH\WKHPVHOYHVDUHQRWGHVSLVHG
EHFDXVHWKH\HPERG\IRU3RXQGDFRPSDUDWLYHO\µKXPDQH¶EUDQFKRISKLORORJ\DQGDUHWKHUHIRUHQRW
WRWDOO\ZLWKRXWYDOXH$ERXWWKHP3RXQGZURWHHOVHZKHUHµ3DULV notably, and S. Reinach, especially in 
his Manual of Classical Philology, have presented detailed knowledge in such a way that one can 
DSSURDFKLW¶6HH3RXQG(]UDµ$PHULFD&KDQFHVDQG5HPHGLHV,9¶New Age 13.4 (22 May 1913): 
83. And in a prefatory remark to ABC of Reading FDOOHGµ+RZWR6WXG\3RHWU\¶3RXQGZULWHV
µ7KHDXWKRUKRSHVWRIROORZWKHWUDGLWLRQRI*DVWRQ3DULVDQG65HLQDFKWKDWLVWRSURGXFHDWH[W-book 
WKDWFDQDOVREHUHDG³IRUSOHDVXUHDVZHOODVSURILW´E\WKRVHQRORQJHULn school; by those who have 
not been to school; or by those who in their college days suffered those things which most of my own 
JHQHUDWLRQVXIIHUHG¶1HZ<RUN1HZ'LUHFWLRQV)RUPRUHRQWKHVHSKLORORJHUV¶H[FHSWLRQDO
Comment [MK1]: ABCR p. 11: 
³7KHDXWKRUKRSHVWRIROORZWKH
tradition of Gaston Paris and 
Solomon Reinach, that is, to 
produce a text book that can also 
EHUHDGµIRUSOHDVXUHDVZHOl as 
SURILW¶E\WKRVHQRORQJHULQVFKRRO
by those who have not been to 
school; and by those who in their 
college days suffered those things 
which my own generation has 
VXIIHUHG´ 
 7 
HYHQKLVRZQZKLFKWKHSRHWFRQVLGHUVµDOOWRSODLQ7RRIXOORIIRRWQRWHVWRR
FDUHIXOWRWHOO\RXKRZDQGZK\P\PHDQLQJ¶16 The idea here being that up to and 
including this point in his career²one alreDG\HPSOR\LQJDµSKLORORJLFDOSRHWLFV¶
marked, as aforesaid, by the laborious appropriation of classical texts into the bodies 
of his own works²Pound feels he has been rather too expository, too heavy-handed 
in tracing the provenance of his learnèd style.  
7KHILUVWRI3RXQG¶VVRFDOOHGur-cantos begins with a very plaintive and rather 
long-winded apostrophe to Robert Browning, one that sets out and rationalises the 
intents of his planned experiment (a poem of some length). Pound of course later 
revised this opening, moving this complaint to the second canto and limiting it to a 
mere four lines before abruptly shifting the context to the far east, thus: 
 
Hang it all, Robert Browning, 
WKHUHFDQEHEXWRQH³6RUGHOOR´ 
But Sordello, and my Sordello? 
Lo Sordels si fo di Mantovana. 
So-VKXFKXUQHGLQWKHVHD>«@17 
 
                                                                                                                                                                      
HYDVLRQRI3RXQG¶VZUDWKVHH$QQH%LULHQµ(]UD3RXQGDQGWKH5HIRUPRI3KLORORJ\¶Ezra Pound 
and Education, ed. Steven G. Yao and Michael Coyle (Orono: NPF, 2012) 23-41. 
16
 ,WLVOLNHO\KHUH3RXQGPHDQVKLVSURVHLVWRRµDFDGHPLF¶DOWKRXJKKLVWKUHHGUDIWFDQWRVWRZKLFK
this note is appended were later discarded for a more radically paratactic style that ceased to 
discursively foreground prosaic self-conscious literariness. For more on these early cantos see James 
/RQJHQEDFK¶Vµ7KUHH&DQWRVDQGWKH:DU$JDLQVW3KLORORJ\¶LQModernist Poetics of History: Pound, 
Eliot and the Sense of the Past (Princeton: Princeton UP, 1987) 96-/RQJHQEDFK¶VJHQHUDO
VXJJHVWLRQWKDW3RXQGZDVSUREDEO\LQIOXHQFHGE\)RUG0DGR[+XHIIHU¶VVFDWKLQJFULWLTXHRI3UXVVLDQ
culture in When Blood is Their Argument (New York: Hoddard and Stoughton, 1915) is clearly right 
given the numerous convergences between that work and this passage. At one point, slamming the 
µSURIHVVRULDOK\SRFULV\RILPSHUVRQDOLVP¶LHDQRYHU-reliance on existing data and on empirically 
YHULILDEOHIDFWDQGDGYRFDWLQJDPRUHµSHUVRQDOPHWKRG¶+XHIIHUZULWHVµ,PLJKWLQIDFWKDYHVR
RYHUORDGHGWKHSDJHVRIWKLVZRUNZLWKIRRWQRWHVWKDWWKHSDJHVWKHPVHOYHVGLVDSSHDUHG¶[LL-xiii). 
Hueffer prefers to allow the single anecdote to displace all existing scholarship on the subject, as a 
short-cut to the same truth-content²a lesson not lost on Pound. 
17
 Ezra Pound, A Draft of XVI. Cantos of Ezra Pound, for the beginning of a poem of some length 
(Paris: Three Mountains, 1925) 7.  
 8 
Gaudier provided the model for such abrupt contextual dispersions.
18
 In the excised 
SDVVDJHIURPµ&DQWR,9¶3RXQGSUDLVHV*DXGLHUDVWKHSURJHQLWRUQRWRQO\RIDµQHZ
ZD\¶LQµWKHNLQGUHGDUWV¶EXWPRUHVSHFLILFDOO\DVILQGLQJDPHWKRGµTXLWHoutside 
KLVDUW¶WKDWLVRQHµEHQWWRDZRUG¶7KHµSURVH¶WKDW3RXQGHTXDWHVZLWKµOLIH¶DQG
VHWVLQRSSRVLWLRQWRKLVRYHUO\SKLORORJLFDOUHDGGHDGVW\OHLV*DXGLHU¶VPDQLIHVWR
HVVD\µ9RUWH[*DXGLHU%U]HVND¶SXEOLVKHGLQWKHILUVWLVVXHRI:\QGKDP/HZLV¶V
journal Blast in June 1914, an essay offering a radical condensation of the history of 
world sculpture.
19
 $V%HDVOH\QRWHVWKLVHVVD\ZDVIRU3RXQGµDQDGYDQFHRQWKHEHVW
of the philological tradition he had LQKHULWHG¶LQµFRQWUDVWWRKLVRZQRYHU-scholarly, 
self-consciously mediated descriptions, Pound commends the vorticist artists for 
representing history, both past and present, more simply, more vigorously, and in an 
HIIHFWLYHO\FRQGHQVHGIRUP¶:H PXVWUHPHPEHUWKDWWKHYRUWLFLVWV¶FKLHI
means of distinguishing themselves from the futurists, with whom the popular media 
frequently associated them, was a respect for history and a desire to recuperate it into 
the present, rather than a contempt for it and the wish for its annihilation.) Pound 
SUDLVHG*DXGLHU¶Vµ9RUWH[¶EHFDXVHµ>K@HKDVVXPPDULVHGthe whole history of 
sculpture. I said he had the knowledge of a German professor, but this faculty for 
synthesis LVPRVWXQWHGHVFDQ¶3RXQG20 GauGLHU¶VXQGHUVWDQGLQJRIWKH
historical development of sculpture is succinct and synthetic, cutting to the quick with 
FRQFHQWUDWHGJHQHUDOLVDWLRQVDERXWEDVLFIRUPDOWHQGHQFLHV,QVXPPDU\RI*DXGLHU¶V
                                                          
18
 AccRUGLQJWR3RXQG*DXGLHUZDVµDPDQDVZHOOIXUQLVKHGZLWKFDWDORJXHGIDFWVDVD*HUPDQ
professor, of the old type before the war-school; a man who knows the cities of Europe and who knows 
QRWPHUHO\WKHVFXOSWXUHRXWRI5HLQDFK¶V$SROOREXWZKRFDQWDONDnd think in the terms of world-
sculpture and who is forever letting out odd packets of knowledge about primitive Africa tribes or of 
Babylonia and Assyria, substantiated by quotations from the bulkiest authors, and who, moreover, 
carries this pack without SHGDQWU\XQEHNQRZQWRDOOVDYHDIHZLQWLPDWHV¶6HH(]UD3RXQG
µ$IILUPDWLRQV 9¶New Age (4 Feb 1915): 380-2; reprinted in Gaudier-Brzeska, 105. 
19
 +HQUL*DXGLHU%U]HVNDµ9RUWH[*DXGLHU%U]HVND¶Blast 1 (London: John Lane, 1914) 155-58. The 
essay is reprinted in Gaudier-Brzeska, 20-24. 
20
 µ7HGHVFR¶LVWKH,WDOLDQZRUGIRUGerman. That Pound puts it this way is exemplary of his latent 
cultural prejudice. Emphasis added. 
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summary: the Palaeolithic vortex tended towards the convex; the Hamitic vortex 
SXVKHGXSYHUWLFDOO\*UHHNVFXOSWXUHLVµGHULYDWLYH¶E\ZKLFK,WKLQN*DXGLHUPHDQV
µPLPHWLF¶LWVIHHOLQJIRUIRUPVHFRQGDU\WRUHDVRQWKH6HPLWLFYRUWH[HPSKDVLVHGD
µVSOHQGLGVTXDWQHVV¶DQGFUHDWHGµWKHHORIZONTAL¶EXWWKHµKistory of form value in 
WKHZHVW¶VLQFHWKHth century has been little more than gaseous whistling. In China, 
the Palaeolithic feeling was intensified in a vortex of maturity and fecundity and 
lasted 6,000 years until, during the Ming dynasty, they started to admire themselves 
and lost their conception. Sculptors in Africa and the Ocean islands developed a 
YRUWH[RIFRQYH[PDWXULW\XQWLOWKH\µJRWIULJKWHQHG¶E\IHYHUVDQGRWKHUHSLGHPLFV
and transitioned into a vortex of fear. Finally, the sculptors GaudLHUFDOOVµ:(WKH
PRGHUQV¶²Epstein, Brancusi, Archipenko, Dunikowski, Modigliani and himself²
embrace a vortex of individualistic idiosyncrasy, accepting influence from what they 
OLNHGPRVWFRQFHQWUDWLQJWKHLUGLVSDUDWHUHIHUHQFHSRLQWVLQWRDYRUWH[RIµZill and 
FRQVFLRXVQHVV¶*DXGLHU-Brzeska 1914, 158). Gaudier thereby ranged his eccentric 
perception against the conventional cultural curriculum, corroborating a claim Pound 
PDGHRQO\WKH\HDUEHIRUHPHHWLQJKLPQDPHO\µWUXWKLVWKHLQGLYLGXDO¶21 Of perhaps 
equal importance to what *DXGLHU¶VILUVWYRUWLFLVWHVVD\VDLGZDVWKHway it said it: 
Pound was joined by Richard Aldington, Wyndham Lewis, Ford Maddox Hueffer and 
a host of other contemporaries, some usually quite hostile to experimental and avant-
garde art movements, in considering it a masterpiece of verbal communication, setting 
                                                          
21
 (]UD3RXQGµ,*DWKHUWKH/LPEVRI2VLULV¶Selected Prose, 1909-1965, ed. William Cookson (New 
York: New Directions, 1973) 21-43. 33.  
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IRUWKµWKHZKROHOD\RXWRIWKHIXQGDPHQWDOV¶22 its history of sculpture was also 
µKulturmorphologie¶3RXQGODWHUUHFDOOHG3RXQG23 
)XUWKHUPRUHµ9RUWH[*DXGLHU%U]HVND¶ZDVRIVSHFLDOYDOXHWR3RXQGEHFDXVHLW
was written by a sculptor with no formal training in either prose composition or 
LQGHHGWKH(QJOLVKODQJXDJH)RUDOORI3RXQG¶VFRQVSLFXRXVHUXGLWLRQDQGSHGDQWLF
obscurity, he was and I believe in many respects remained, something of a populist,
24
 
forever castigating the closed circles of institutionalised education, elitist politics and 
capitalist finance which led (and still lead) invariably to a whole host of social 
degradations. So in this sense GauGLHU¶VSLHFHRIDUW-historical iconoclasm²an 
LFRQRFODVPWKDW3RXQGSHUFHLYHGDVLQVWDQWLDWHGE\*DXGLHU¶VH[WDQWVFXOSWXUHVDQG
GUDZLQJVDQGZKLFKVWRRGIRUDµQHZELUWKRXWRIWKHJXWWHULQJDQGVXEVLGLQJUXEELVK
of 19
th
 FHQWXU\VWXIILQHVV¶ (Pound 1974, 144) insofar as they routinely combine 
SDWHQWO\µSULPLWLYLVW¶PRWLIVZLWKPRGHUQIRUPV²was an inspirational achievement 
WKDWMXVWVRKDSSHQHGWRDOVREULQJDQXPEHURI3RXQG¶VRZQLQWHUUHODWHGLGHDVLQWR
IRFXVQDPHO\WKHUHLVQRµLPSRUWDQWFULWLFLVPRI any particular art, which does 
not come originally IURPDPDVWHURIWKDWDUW¶ (Pound 1974, 20)²*DXGLHU¶V
untutored, completely self-taught practicable and critical abilities chimed nicely with 
DPRGHORIµDQWL-academic critic-SUDFWLWLRQHU¶3RXQGZDVDOUHDdy finding congenial 
(Beasley 37); (2) there is a need for a broad and synthetic approach to aesthetics, one 
that does not waste its time isolating minutiae for analysis but adopts instead a 
                                                          
22
 7KRXJKDV-RKQ&D\OH\REVHUYHV*DXGLHU¶Vµ9RUWH[¶UHFHLYHGOLWWOHDWWHQWLRQIURPµDFDGHPLF
KLVWRULDQVRI&KLQHVHDUW¶EHFDXVHRIWKHPLQLPDOFLUFXODWLRQRIBlast in professional institutions and 
because *DXGLHU¶VODQJXDJHZDVµFDOFXODWHGWRUHVLVWFULWLFDORUDFDGHPLFLQWHUSUHWDWLRQ¶$V,GR
&D\OH\ZRQGHUVDERXWSRVVLEOHFRQQHFWLRQVEHWZHHQ*DXGLHU¶VHVVD\DQG3RXQG¶VµODWHUSRHWLF
SUDFWLFH¶6HH-RKQ&D\OH\µ&K¶HQJRU6LQFHULW\¶Paideuma 13.2 (Fall 1984): 201-10; 203 and note. 
23
 Leo Frobenius first used the term Kulturmorphologie in the 1920s; the concept behind it is that 
individual cultures function like organisms, and move through various stages of development (emotion, 
expression, application). µ0RUSKRORJLH¶ was itself coined by Goethe; the concept of Kulturmorphologie 
therefore shares features with Romantic Bildung.  
24
 See for instance: Michael Coyle, Ezra Pound, Popular Genres and the Discourse of Culture 
(University Park: Penn State UP, 1995).  
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JHQHUDOLVWDWWLWXGHWRZDUGVµWKHDUWV¶DVWUDQVKLVWRULFDODQGWUDnsnational phenomena, 
and whose principal of selection is based upon intuitive and therefore often unusual 
preferences rather than rationalised standards of taste established through formal 
avenues of education à la 5R\DO$FDGHP\WKDW3RXQG¶VSHQFKDQW µIRUD³YLVXDO´
FULWLFLVPRYHUD³YHUEDOVFKRODUVKLS´¶LVDYDOLGRQHSDUWLFXODUO\IRUDSRHWVHHNLQJDQ
DOWHUQDWLYHWRµWKHIRUPRISKLORORJ\EHLQJSUDFWLVHGLQ(QJOLVK'HSDUWPHQWVLQWKH
8QLWHG6WDWHV¶ZKLFKZHUHµHPSKDVLVLQJWKHVFLHQWLILFSRVLWLYLVt precision of the 
study of Anglo-6D[RQJUDPPDU¶DQGµWKHKLVWRU\RI(QJOLVKSKRQRORJ\LQRSSRVLWLRQ
WRWKHJHQHUDOLVWOLEHUDOHGXFDWLRQ¶SURYLVLRQ¶%HDVOH\25  
At stake for Pound was more than a constitutional reaction against the apparent 
drudgery of counting diphthongs in Chaucer; the philological estrangement of 
literature from the language that transmits it indicated a much broader and more 
pernicious breakdown of relatedness²and readability. In reading literature according 
to the protocols of philological correctness, those professing to study and protect it 
were in fact reading it improperly.
26
 *DXGLHU¶VHVVD\GHPRQVWUDWHGHVVHQWLDOO\WKH
profound and urgent morality of the artist-scholar because it was so audaciously 
assimilative, seeing and feeling connections professors could not.
27
 
                                                          
25
 )RUWKHVDNHRIH[SHGLHQFHKHUH,IROORZ%HDVOH\¶VVXFFLQFWGHVFULSWLRQ)RUDORQJHUDFFRXQWRIKRZ
EHWZHHQDQGWKHZRUGµSKLORORJ\¶LWVHOIµUHIOHFWHGDFRQIOLFWEHWZHHQEURDGKXPDQLVWLF
JHQHUDOLW\DQGQDUURZSRVLWLYHVFLHQFH¶VHH*HUDOG Graff, Professing Literature: An Institutional 
History [1987] (Chicago: U of Chicago P, 2007) 53-118. 69. For antecedent and subsequent accounts 
RISKLORORJ\¶VDGYHUVHHIIHFWVRQWKHOLIHRIWKHPLQGUHVSHFWLYHO\VHH+XHIIHU¶VSUHIDFHWRWhen Blood 
is Their Argument; DQG5HQp:HOOHNµ$PHULFDQ/LWHUDU\6FKRODUVKLS¶>@Concepts of Criticism, 
ed. Stephen G. Nichols, Jr. (New Haven: Yale University Press, 1963) 296-315. 
26
 +XHIIHUJLYHVDIDLUO\DFFXUDWHUHQGLWLRQRIVXFKLPSURSULHW\µ,KDYHWULHGWRSoint out that Prussia 
and that the Emperor William II with the aid of his Ministers of Education have done everything that 
they could to crush out the constructive spirit and to limit academic activities purely to what are known 
DV³Forschungen´$QG³Forschungen´3UXVVLDFRQFHLYHVSULPDULO\DVH[HUFLVHVKDYLQJQRQHFHVVDU\
relation to learning, to philosophy, or to the arts, but simply as exercises in discipline. As far as 
Prussianism is concerned a young man might as well receive his doctorate for tabulating the number of 
WLPHVWKHOHWWHU³W´ZDVGHIHFWLYHO\SULQWHGLQ%ULWLVK%OXHERRNVEHWZHHQDQGDVIRUD
FROOHFWLRQRIWKHRULHVVLQFH6LU7KRPDV%URZQH¶VGD\VDVWRWKHZKDWVRQJVWKH6LUHQVVDQJ¶[Y 
27
 )RUDQDFFRXQWRI3RXQG¶VXOWLPDWHO\IUXitless attempts to forge for himself a special curriculum that 
transcended disciplinary boundaries while undertaking graduate work at the University of Pennsylvania 
and Hamilton College, see: A. David Moody, Ezra Pound: Poet (Oxford: OUP, 2007) 3-150. 
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* 
 
During their brief eighteen months of personal acquaintance, Pound would certainly 
KDYHEHHQLPSUHVVHGE\*DXGLHU¶VEHOLHIVLQWKHVRFLDOHIILFDFLW\RIKLVDUW$V
*DXGLHUZURWHWR6RSKLD%U]HVNDLQ-XQHµWKH world is corrupt and the way for 
me to make it better is not writing letters, but joining my efforts with others to 
SURGXFHZRUNVRIEHDXW\¶28 :LWK*DXGLHU¶VGHDWKDWWKHIURQWWKHZDUQRWRQO\NLOOHG
µDJUHDWGHDORIVFXOSWXUH¶DV3RXQGODFRQLFDOO\SXWit, but made apparent for him the 
immorality inherent in philological systems per se (and by the way, though Pound 
never comes out and says so explicitly, there is a certain poignancy to the fact that 
Gaudier, the maverick auto-didactic artist about to revolutionise western aesthetics 
through a programme of formal eclecticism and strong emotional intuition, was killed 
by Germans). In a 29 November 1917 letter to Harriet Monroe, the editor of Poetry, 
3RXQGJRHVVRIDUDVWRFDOOSKLORORJ\µDV\VWHPRIGHKXPDQL]DWLRQ¶29 And in a 1918 
HVVD\FDOOHGµ3URYLQFLDOLVPWKH(QHP\¶KHFRPSODLQVWKDW 
 
SHRSOHVHHQRFRQQHFWLRQEHWZHHQµSKLORORJ\¶DQGWKH-XQNHU1RZ
apart from intensive national propaganda, quite apart from German 
QDWLRQDOSURSDJDQGDWKHµXQLYHUVLW\V\VWHP¶LQ*HUPDQ\LVHYLO,WLV
HYLOZKHUHYHULWSHQHWUDWHV>«@,WLVHYLOEHFDXVHLWKROGVXSDQµLGHDO
RIVFKRODUVKLS¶QRWDQLGHDORIKXPDQLW\3RXQG 
 
                                                          
28
 Henri Gaudier-Brzeska qtd. in H. S. Ede, Savage Messiah: A Biography of the Sculptor Henri 
Gaudier-Brzeska, UHYHG&DPEULGJH.HWWOH¶V<DUG 
29
 Ezra Pound, The Selected Letters of Ezra Pound, 1907-1941 [1950], ed. D. D. Paige (London: Faber, 
1971) 126.  
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$V3RXQGH[SODLQVHOVHZKHUHLQWKLVHVVD\WKURXJKSKLORORJ\µWKHµ6WDWH¶IRUJRWWKH
µXVH¶RIµPDQ¶µVFKRODUVKLS¶DVDµIXQFWLRQRIWKHVWDWH¶IRUJRWWKHXVHRIWKH
LQGLYLGXDO¶REVFXULQJDQGGLVWUDFWLQJKLPRUKHUIURPKLVRUKHURZQSXUSRVHDIDFW
TXLWHDSDUWIURP*DXGLHU¶V/RQGRQYRUWH[RILQWHUGLVFLSOLQDU\ZLOODQGFRQVFLRXVQHVV
For Pound, there existed, furthermore, a direct connection between the destruction of 
Rheims, the massacres of near-(DVWHUQSRSXODWLRQVµDQGDSDUWLFXODUWRQHRIVWXG\¶
3URYLQFLDOLVPLQWKLVHVVD\LVGHILQHGDVDµDQLJQRUDQFHRIWKHQDWXUHDQGFXVWRPRI
foreLJQSHRSOHVDGHVLUHWRFRHUFHRWKHUV>DQG@DGHVLUHIRUXQLIRUPLW\¶-7). The 
moment you teach a person to study not for their own delight but exclusively to 
instruct WKHPLQVFKRODUO\PHWKRGWKHVWXGHQW¶VPLQGLVSUHSDUHGµIRUDOOVRUWVRIDFWV
undeUWDNHQIRUH[WHULRUUHDVRQV³RIVWDWH´¶,QVXPSKLORORJ\SUHSDUHVWKHJURXQGIRU
ZKDW+DQQDK$UHQGWZRXOGGHVFULEHODWHUDVWKHµEDQDOLW\RIHYLO¶30 Bureaucratic 
systemisations, of which philology was a pedagogical expression, were for Pound 
directly responsible for the great war, or what Gaudier called in a letter he sent to 
3RXQGIURPWKHIURQWµWKHEORRGEDWKRILGHDOLVP¶TWGLQ3RXQG 
All of which is probably too harsh. But the point I am trying to make here is that 
*DXGLHU¶VH[DPSOHLQJHQeral, and specifically the ability Pound ascribed to him in 
WKHIRRWQRWHWR)HQROORVD¶VThe Chinese Written Character quoted above²that he 
could read sinographs without any special training²FRQILUPHG3RXQG¶VORQJ-held 
suspicion that the science of philological investigation suppressed, if not absolutely 
WKHQFHUWDLQO\LQODUJHSDUWWKHDHVWKHWLFVHQVLELOLW\,GRQ¶WNQRZLISKLORORJ\FDQEH
said to have an ethics in the way that medical or legal practices do, but it certainly has 
an ethos Pound sought to escape, namely the deadening isolation of one fact or 
                                                          
30
 Hannah Arendt, Eichmann in Jerusalem: A Report on the Banality of Evil (London: Faber, 1963). 
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specimen from every other.
31
 *DXGLHU¶VPDYHULFNLQWHUSUHWDWLRQVRILGHRJUDPV
FRXSOHGZLWKKLVFHQWUDODHVWKHWLFWHQHWVWKDWµVFXOSWXUDOfeeling is the appreciation of 
masses in relation¶DQGWKDWµVFXOSWural ability is the defining RIPDVVHVE\SODQHV¶LQ
SDUWUHWXUQHGµDHVWKHWLFV¶WRLWVROGHUPHDQLQJRIVHQVRU\SHUFHSWLRQEXWDOVR
advanced an idea concerning the value of extemporising about connections between 
different historical styles. Very much more particularly, we can notice how Gaudier 
clarifies for Pound the idea that definition is fundamentally a sensory rather than a 
logical or rational activity. In chapter XI of Gaudier-Brzeska: A Memoir, Pound gives 
his most important statement on poetics to date, and attempts to summarise his work 
DVµDVRUWRISRHWU\ZKHUHSDLQWLQJRUVFXOSWXUHVHHPVDVLILWZHUH³MXVWFRPLQJRYHU
LQWRVSHHFK´¶3RXQG32 We discern this operation in miniature²and mark 
KRZGHHSO\DIIHFWHG3RXQGZDVE\*DXGLHU¶VXQWutored capacity to read a writing 
system as though it were a plastic art²by focusing upon a specific anti-philological 
WHFKQLTXHRIWKHLQWXLWLYHµWUDQVODWLRQ¶3RXQGDGDSWHGIURP)HQROORVDDQG*DXGLHUEXW
HPSOR\HGRQO\PDQ\\HDUVODWHU,Qµ&DQWR/;;;9¶3Rund writes: 
 
-XVWLFHG¶XUEDQLWpGHSUXGHQFH 
wei heou,   6RMȓD 
the sheltered grass hopes, chueh, cohere. 
(No, that is not philological) (Pound 1975, 544) 
 
                                                          
31
 This caricature of philology²one Pound apes from Hueffer²PLPHV3RXQG¶VRZQ)RUDWUXWKIXO
DQGVRSKLVWLFDWHGUHEXWWDORI3RXQG¶VLPSDWLHQWGLVPLVVDOVWKHUHRIVHH6XWKHUODQG¶VJ. H. Prynne and 
Philology in general and pp. 10-15 for a run-GRZQRI3RXQG¶VPRVWLPSDWLHQWFODLPV 
32
 Incidentally, Gaudier was also interested in such interdisciplinarity and made drawings that look as 
though they are just coming over into writing. See for instance Appendix 1. 
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7KHOLQHµVKHOWHUHGJUDVVKRSHV¶UHIHUVWRWKHVLQRJUDSKchüehµ¶LQ0DWKHZV¶
Chinese-English Dictionary 3RXQG¶VVRXUFHZKHUHLQLWLVGHILQHGDVµDSHUVRnal 
pronoun²VKHLWLWVKLVKHUVWKHLUVHWF¶33 This is the character: 
 
 
 
$V&DUUROO7HUUHOOXQGHUVWDWHVLWµZKDW3RXQGVHHVLQWKHFKDUDFWHULVQRWZKDW
SKLORORJLVWVVHH¶,QWKHOHIWKDQGYHUWLFDOOLQHDQGLWVXSSHUKRUL]RQWDOH[WHQVLRQ
Pound discHUQVDµVKHOWHU¶EHQHDWKWKLV3RXQGUHDGVµJUDVV¶DQGWRLWVULJKWDUDGLFDO
WKDWRQLWVRZQPHDQVµODFNLQJ¶µZKLFKPD\LPSO\KRSHV¶34 Hence, according to 
7HUUHOOµVKHOWHUHGJUDVVKRSHV¶/DWHULQWKHVDPHFDQWR3RXQGZULWHV 
 
Whetstone whirling to grind, jòu 
    tso 
    li 
cymba et remis 
  Trees prop up clouds (Pound 1975, 549) 
 
Again, Pound has in mind the sinograph lin which appears in Mathews as 4026. It 
PHDQVµORQJ-FRQWLQXHGUDLQ¶DQGFRQVLVWVRIWR3RXQG¶VH\HVHYHUDOFRPSRQHQWV
                                                          
33
 R. H. Mathews, 0DWKHZV¶&KLQHVH-English Dictionary, rev. American ed. (Cambridge, MA: Harvard 
UP, 1963) 238. 
34
 Carroll F. Terrell, A Companion to The Cantos of Ezra Pound (Berkeley: U of California P, 1980) 
469. 
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That comprising the phonetic, (here in the lower half) signifying trees, that of the 
radical, in the upper half, meaning rain. As in: 
 
 
 
Such (mis)readings abound in the cantos comprising Rock-Drill (1955), poems which 
LQ3RXQG¶VVHOI-estimation include his clearest statements on ethics. Indeed, Pound 
conceived of Thrones (1959), for example, with which the Rock-Drill cantos are a 
SLHFHDVµDQDWWHPSWWRPRYHRXWIURPHJRWLVPDQGWRHVWDEOLVKVRPHGHILQLWLRQRI
RUGHUSRVVLEOHRUDWDQ\UDWHFRQFHLYDEOHRQHDUWK¶35 Importantly, these most 
ethically-PLQGHGFDQWRVDUHDOVRWKHPRVWFRQWHQWLRXVO\SKLORORJLFDO7KHLUµVSHFLDO
SODQHRIDWWHQWLRQ¶DV+XJK.HQQHUSRLQWHGRXWLVLWVHOIDNLQGRI3RXQGLDQ
SKLORORJ\RQHZKHUHLQGLYLGXDOWHUPVDUHµH[KLELWHG¶DVQHYHUEHIRUH2). The point 
for Pound, a point Fenollosa theorised and Gaudier proved, was that sinographs bore 
their meanings on their face, their etymologies visibly retaining their processual and 
creative impulses (25), exemplifying morphological sincerity; each is a literal 
PHWDSKRULQWHUSUHWDEOHWKURXJKDWWHQWLRQWRWKHLQWHUQDOMX[WDSRVLWLRQRIµUDGLFDO¶DQG
µSKRQHWLFRUSULPLWLYH¶36 DOWKRXJKLWWDNHVDQDUWLVW¶VLHDQWL-philological) sense of 
µSODQHVLQUHODWLRQ¶WRVHHKRZ7KHPRVWIDPRXVH[DPSOHRIZKLFKWhe sinograph hsin 
WKDW3RXQGIROORZLQJ5REHUW0RUULVRQYDULRXVO\WUDQVODWHGDVµVLQFHULW\¶µWUXVW¶
                                                          
35
 (]UD3RXQGµ7KH$UWRI3RHWU\1R¶The Paris Review 28 (Summer-Fall 1962) n.p. Online. 
36
 µ,HWKDWSDUWRIDFKDUDFWHUZKLFKLVQRWWKHUDGLFDO¶Mathews vii). Mathews calls the part of the 
FKDUDFWHUWKDWLVQRWWKHUDGLFDOLVFDOOHGµSKRQHWLF¶ZKHQLWGLFWDWHVSURQXQFLDWLRQDQGµSULPLWLYH¶ZKHQ
it does not (xxii). 
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µIDLWK¶OLWHUDOO\DµPDQVWDQGLQJE\KLVZRUG¶EHFDXVHLQLWKHVDZUHSUHVHQWHGD
human figure (jin, ninth radical) beside a mouth with words emergent:
37
 
 
   
 
While Terrell is surely right to suggest that Pound based a number of what he calls 
3RXQG¶VµYLVXDOUHDFWLRQVWR&KLQHVHFKDUDFWHUV¶RQ0RUULVRQ¶VHW\PRORJLHV,PHDQ
WRVXJJHVWWKDWLWZDV*DXGLHU¶VDHVWKHWLFVDQGQRW0RUULVRQ¶VRZQQRZGXELRXV
philology that led him to consider their plausibility. In Mathews, the dictionary used 
GXULQJWKHFRPSRVLWLRQRIWKHVHODWHFDQWRVWKHµSKRQHWLF¶DVSHFWRIVLQRJUDSKVLV
JLYHQHPSKDVLVDQGVRZRXOGKDYHGUDZQ3RXQG¶VDWWHQWLRQWRWKHXVXDOO\FRPSRVLWH
naWXUHRIWKHVLQRJUDSKDVVXFK%XWWKLVNLQGRIURJXHHW\PRORJLVLQJPDNHVµVHQVH¶
not just despite but because of its scientific improbability. For Pound, as philological 
OD[LW\ULVHVVRWRRGRHVDQ\JLYHQLQWHUSUHWDWLRQ¶VHWKLFDOIRUFH38 This rather curious 
situation has serious consequences for Pound who, of course, carried on relentlessly 
about le mot juste and the moral obligation to use languages accurately because it 
WXUQVµDFFXUDF\¶IURPDFRPPRQLQWRDQLGLRV\QFUDWLFPHDVXUH7KHHWKLFDO
obligations of the poet, in this context, therefore, cannot but fail to be recognisable by 
any presumed audience for whom he ostensibly writes.  
                                                          
37
 For use of this sinograph see Cantos (564) and Chinese Written Character (41). See also: Robert 
Morrison, A Dictionary of the Chinese Language Vol. 1, Part 1 (Macao: P. P. Thoms, 1815) 118, the 
edition Pound used until 1945 and upon which he based some of his early readings.  
38
 Pound was fond of telling an anecdote about Frobenius who observed a school teacher castigating a 
VWXGHQWIRUZRQGHULQJLIWKHOHWWHUµ]¶LQWKHZRUGµ.DW]¶VWRRGIRUWKHDQLPDO¶VWDLOIRU)UREHQLXVDQG
IRU3RXQGWKLVVKRZHGLQWHOOLJHQWDQGµOLYHO\FXULRVLW\¶3RXQG)UREHQLXVLVDUHOHYDQW
figure here. In a 1934 postscript to Gaudier-Brzeska3RXQGDVVHUWHGWKHUHLVµPRUHRI)UREHQLXV¶
essenWLDONQRZOHGJHLQ*DXGLHU¶VIRXUSDJHVWKDQZRXOGJRLQWRDWUDQVODWRU¶VIRUW\¶ 
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That Gaudier and Pound both conceived of the arts as aesthetic and ethical is plain. 
*DXGLHUZURWHWR6RILDWKDWµWKH EHDXWLIXODQGWKHJRRGDUHLQQDWH¶DQGWKDWLWLVWKH
WDVNRIDUWLVWVWRZRUNµVRWKDWHWKLFVDQGDHVWKHWLFVEHFRPHWKHLUSURGXFW¶HDFKD
facet of a single thing, their planes in significant relation (qtd. in Ede 60). It was a 
position shared by Pound who in 1913 wrote in one of his most important essays, 
µ7KH6HULRXV$UWLVW¶WKDWµWKHDUWVJLYHXVRXUEHVWGDWDIRUGHWHUPLQLQJZKDWVRUWRI
creature man is. As our treatment of man must be determined by our knowledge or 
conception of what man is, the arts SURYLGHGDWDIRUHWKLFV¶39 For Gaudier, too, 
aesthetics by definition also excluded science tout court precisely on the basis of their 
capacity to be if not true then at least not wrong without an attendant knowledge of 
EHLQJVRµ,PD\PDNHDPLVWDNHLQDFDOFXODWLRQ¶*DXGLHUZURWHµEXW,VHHDWD
JODQFHLIWKHFRPSOHWHGWKLQJLVJRRGRUQRWWKHUHLVDQLQVWLQFWLQVLGHRIPH¶TWGLQ
Ede 64). As his lifelong anathema for philology demonstrates, Pound remained 
fundamentally sceptical of the idea that scientific truth claims stand beyond basic 
human understandings and therefore basic human values, thereby setting the standard 
which the modern arts must also reach in order to retain their own traditional claims 
on truth. As such, Pound was not so quick to dismiss the utility of science. His term 
µGDWD¶KDVDOOWKHDXUDRIVFLHQWLILFMDUJRQ7KRXJKLWLVFRPPRQSODFHWRWKLQNDERXW
3RXQG¶VDSSURSULDWLRQVRIVFLHQWLILFMDUJRQOLNHKLVDSSURSULDWLRQVRIIRUHLJQ
languages) as indicative of genuine attempts to meld the fields to which they belong, 
it seems to me that such incursions into the discourses of others might be construed 
                                                          
39
 (]UD3RXQGµ7KH6HULRXV$UWLVW¶Literary Essays of Ezra Pound, ed. T. S. Eliot (London: Faber, 
1960) 41-57. 46. 
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(just as easily) as fundamentally hostile and so, however counterintuitive it sounds, in 
some way preserving the distinctions such incursions try to efface.  
'RQDOG'DYLHKDVSHUVXDVLYHO\VXJJHVWHGWKDWLI3RXQG¶VIRUD\VLQWRRWKHU
disciplines (history is his example) won for poetry an expanded remit, they also 
damaged its claim to what has traditionally been fairly non-instrumentalised forms of 
knowing.
40
 6XUHO\RQRQHOHYHO3RXQGDSSURSULDWHVWKHWHUPµGDWD¶QRWMXVWWR
smuggle his (potentially crackpot) ideas past the arbiters of taste and to imbue his 
own impassioned discourse with the semblance of cool reason, but also uses the word 
to contest the scientific and philological hegemony at large, as though 
(mis)appropriating such vocabulary is tantamount to a critique managed through 
travesty. Yet the imperative in his later work for denotational immediacy interpretable 
E\DQµLQVWLQFWLYH¶DQGFUHDWLYHUHDGHUXOWLPDWHO\OHG3RXQGWRFRQFHLYHRIDZD\RI
writing that mistook legibility for whim, the ingenuity (and ingenuousness) of the 
reader for the inherent clarity of the thing he or she reads. The result, at least as far as 
I can tell, is the need for a lot of philological reconstruction in order to get to the how 
DQGWKHZK\RI3RXQG¶VPHDQLQJDQGRQHZRQGHUVLILQXQGHUWDNLQJVXFKDEUHDN
from philology he recognised in advance and accepted as a collateral effect the 
consequential creation of so many more philologers.  
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40
 In Ezra Pound: Poet as Sculptor (New York: OUP, 196'DYLHZULWHVµWKHSRHW¶VYLVLRQRIWKH
centuries of recorded time has been invalidated by The Cantos in a way that invalidates also much 
ZULWLQJE\3RXQG¶VFRQWHPSRUDULHV+LVWRU\IURPQRZRQPD\EHWUDQVFHQGHGLQSRHWU\RULWPD\EH
evaded there; EXWSRHWU\LVQRWWKHSODFHZKHUHLWPD\EHXQGHUVWRRG¶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